Becoming what the book makes possible: Aspects of metaphorisation of identity and practice through artists' books by Eason, Andrew
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Figures 1, 2, 3, 4: from Signs (2007) 


Figure 5: from Firmament (2004) 

 Figures  6,7,8: from Radio (2004) 
Figures 9,10,11: from Radio (2004) 

Figures 12, 13, 14: from Radio (2004) 
Figures 15,16,17: from Radio (2004) 
Figures 18, 19: from Radio (2004) 


Figure 20: from Tiercel (2001) 




Figure 21: from The Remembrancer (2003) 
Figure 22: from Radio (2004) 



Figure 23: from Ocean (2004) 
Figures 24,25,26: from Turndust 
Figures 27,28,29: from Turndust (2007) 





 


























Figures 30, 31: These examples illustrate Johnstone’s characteristically minimal approach, 
moving towards a mindfulness of form and material. Meditation  (2006) and Seeing Things 
(2008) 




Figures 32, 33, 34, 35: Douglas’ Unravelling the Ripple (2001) tracks across the sorted pebbles 
of the littoral 

 
Figures 36, 37 : These two views of Douglas’ Illiers Combray (2004) show how the artist has 
interwoven different spaces and materials to produce a continuous surface of attentive detail.  
Figure 38 :Image from one of Reassemble’s (John Say and Sheena Vallely) Mono books. Each of 
these unique books is a new encounter with materials. 






Figure 39: Tracey Bush’s The Thames pH Book is also an example of an artist undertaking an 
investigative mode of working. See section 3.4 Investigation 

Figures 40, 41: Bently’s Yellow Moon in Brockwell Park (2005) 






Figure 42: Also part of the Midlothian landscape. Hyslop’s simple concertina Lothianbridge 
Viaduct,  (2004) uses the narrative stretch of the viaduct to notate the trees growing along it. 



Figures 43, 44: David Faithfull, West Looking East/East Looking West, (1999).  The two sides of 
the concertina are printed so that key points in the topography line up through the paper. 




Figure 45: A spread from Peter Chasseaud’s The Euston Arch (Altazimuth Press, 2008) 



 
Fig 46: Here Christine Tacq’s treatment of the Corpus Christie Carol, with its characteristic 
structure of clause-within-clause, is echoed by the structure of the book itself. Tacq’s use of 
torn holes in the pages cleverly allow glimpses ‘through the poem’ towards its denouement. 









  

Figures 47-49: This consecutive sequence from John Bently’s The Rainbow Makers (2002) 
manipulates our reading speed through legibility. 













Figure 50: Johanknecht’s use of contrapuntal inked and blind-embossed voices in Subtext Localities 
(2007) encourages a textual chiasma, and develops, with the blind-embossed empty (deleted) matrix in 
which they lie,(and the gutter they lie across) a relationship to the material fabric and visual form of the 
book. 














Figure 51: The people in the image above are taking part in a gathering initiated by the text of 
Jonathan Monk’s Meeting #13, which reads “A la Tour Eiffel, le 13 Octobre 2008 a midi”. The 
instruction doesn’t specifically exhort the reader to be there, nor does Monk state that he will 
be present. The event is up to the readers to produce. The above picture records the shared 
world of their reading, made real 

Figure 52: Tate Shaw, Ordinary Curtains, (2006). (Page spread and detail at right). Here the 
artist makes literal the expression of contact by including images of fingerprints on the page. 

Figures 53-54: Lucy May Schofield’s Forty Two, (2007) is described on her website 
(www.lucymayschofield.co.uk) as: “A picture and some words for each of the 42 days and 
nights spent observing the seasonal change, capturing the contemplation of hibernation in the 
Scottish Borders. A book of metamorphosis and desire” 
This intimate diary offers a level of contact with her audience that is affecting and intense. 

Figure 55: Schofield’s perforated love notes were originally created 
“ from a frustration of being too shy to articulate how I felt, I began 
writing my feelings down and using this method as my 
communication to the world”. (Schofield, 2007). 
Now such notes are among the items Schofield offers her audience as 
something they can use and take part in themselves. 




Figures 56, 57, 58, 59: These views of Carolyn Trant’s The Falcon Bride (2007)  as installed at 
the Star Gallery in Lewes in September 2007 show how the concept of the room-sized-book 
expanded to include sculptural objects, the dispersal of pages across the available space, and a 
sensitivity to the environment the material was shown in. 




Figure 60: Bently’s Three Songs and a Camper Van: Van Zine (2006) 
represents one of many crossovers between Bently’s musical and 
visual practices. The book, in the form of a kind of fanzine, also 
includes a CD of his music. 



Figure 61: Postcard flyer for By Leaves We Live, Scottish National Poetry Library, 2008 




























































